Already in the fifth century, Seng You points to an all-too-recognizable marginalization of the figure of the translator, on whom historical and biographical information has not come down to us. A number of recent studies have called, in more academic language, for attention to translators' biographies and methods, encompassing issues of agency, subjectivity, style, and translation trends.
how translation operates as a profession, a creative act, a mission both private and public, with social, cultural, and historical ramifications, we need to do much more than we currently do.
In thinking about translation into a minority language, it has seemed to me that translators' biographies may be particularly informative where translation acquires a strong socio-political function, at the intersection of the personal and the collective. article. 4 After judiciously discussing the potentially subversive function of microhistories in dismantling the grand top-down narratives of macrohistories, Wakabayashi then goes a step further. Instead of simply placing microhistory in opposition to macrohistory, she combines histoire croisée with Cheung's concept of tuishou ('pushing-hands'), 5 and, echoing Werner and Zimmermann, argues that microhistory is in fact open to a meaningful interplay with macrohistory, by way of generating a discourse that encompasses both local and global, and 3 that strives for synthesis while contemplating analytical cases. This approach also stresses the retrieval of 'buried reality', with a view to diversifying narratives through 'a multiplicity of possible viewpoints' (Werner and Zimmermann, p. 33). The concept of histoire croisée points to the narration of 'events that are capable of affecting to various degrees the elements present depending on their resistance, permeability or malleability, and on their environment' (Werner and Zimmermann, p. 37).
My aim in what follows is to present the work of Brian Holton as an empirical case of histoire croisée. This is an interdisciplinary endeavour, embracing Translation Studies, social and cultural history, and comparative poetics. At its centre is Holton's own archive of books, drafts, papers, annotations, and lectures, and my interviews with him, as well as the more general biographical materials that constitute the visual and aural objects so important for a nuanced report on a life and career. To some extent, at least, this material should produce an internal point of view, although my own point of view, as a positioned external observer, is also necessarily present. By taking in documentary material such as journal articles, contracts, briefings, prefaces, and correspondence, this account will move between private and public. The objective is to shed light on the circumstances, daily routines, and procedures of translating, as well as on how these interact with personal and public histories, with larger currents of literary translation, and with socio-political engagements. Thus, through Holton's biography and his translations from pre-modern Chinese into Scots, I will investigate processes of translation and how they intersect with their environment. Because this is not an attempt at a biographical sketch, this discussion will not rehearse information on Holton's life which is peripheral to his work as a translator, such as his full employment history. In an interview dated 10 September 2014, Holton recalls one evening in Selkirk aged sixteen when a passing friend asked 'Ir oo aa gaun soomin at the skerrs the morn's morn?'
('Are we all going swimming at the cliffs tomorrow morning?'). He recounts the event as an epiphany, a sudden understanding that Scots, the vernacular of his mother's family, was not the broken, defective, 'bad English' that schoolteachers said it was, but a language in its own right. That summer he began reading all he could find in Scots, listening to his grandmother and her friends, going to local folk clubs to hear Scots songs, and generally paying attention to the language which had been around him all his life, but which he hadn't explored before.
His efforts were not entirely private or unsupported: Holton's English teacher at Galashiels Academy introduced his pupils to the literature of Scotland, and especially to literature in Scots, from the medieval makars up to the then still-living modernist Hugh MacDiarmid (a distant cousin of Holton's grandfather Samuel MacDiarmid Young), and MacDiarmid's contemporaries, whose work belonged to the mid-twentieth-century Scottish Renaissance. Holton sent copies of his drafts of the first half of Chapter 1 to his lecturers at Edinburgh University, John Scott and Bill Dolby. Scott, a charismatic and inspiring teacher, was very supportive, encouraging Holton to devote himself to literature and to translate. Scots' it is a literary imitation of a colloquial language), I tried to make a kind of Scots that could be spoken with ease, and which had enough elasticity to accommodate the shifting registers of the original.
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Like the sixteenth-century Makars, he set out by using 'a Lothian standard Scots with Border tinges', because he grew up in Edinburgh, Falkirk, and Selkirk. 12 That is what he defines as 'literary Scots', built on the basis of the spoken (or sung) word, although he is conscious of using as many registers as is necessary, even if he has to imitate older forms of language or invent new ones for his purpose.
His motivations, he reports, were creative enjoyment and love of the original, but the politics of language were never far away. Holton wanted then, as he wants now, to see
Scotland independent, and Scottish culture flourishing in all its forms. He found it then, as he finds it now, distasteful that his language is 'downgraded' and worse:
The unfairness of it makes me angry: mostly through official ignorance and neglect, this Scots, that was once the language of kings, this still powerful, precise, and poetic tongue, this language that Robert Louis Stevenson called 'elegant and malleable', this ancient voice seemed then in danger of imminent extinction … It is altogether unacceptable that the biggest gift a child brings to school, his or her language, is downgraded, disregarded, insulted, ignored, and treated as the language of a lumpen underclass by semi-literate bureaucrats and wholly ignorant politicians.
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Scots is not dead yet, but Brian Holton will not be convinced it is healthy until he sees more of it in the newspapers, hears it on radio and TV and in the cinema, and sees it used by legislators in Edinburgh more than it now is. Holton's work in Scots has always attempted to make some contribution to that cultural confidence without which independence is impossible. Considering that Scottish literature occupies only a very small niche in the UK book market and that much of the problem of wider acceptance is political, Holton also believes that an additional obstacle may lie in the unwillingness of some translators to create an idiom suitable for the translation of a historical novel without having recourse to 'the subShakespearian patois invented by Walter Scott'. Besides, as Holton explains, choosing Scots implies marginality, familiarity, antiquarianism, literariness. Some readers seeing a Scots text will automatically expect it to be comic, some will be puzzled by the spelling, some will see it as 'Old Scots'. Holton's work immediately follows contributions by James Kelman and Janice Galloway, and precedes several distinguished poems by Robert Alan Jamieson. 16 Holton's place here, 
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